China. Since then, drama has been at the forefront of social and political changes. In the 1930s and 1940s, spoken drama became an effective propaganda tool for rallying resistance against Japanese invaders as numerous drama troupes took their performances to the streets and countryside. Because of its mass appeal and propaganda value, drama was made "to serve politics" as Mao Zedong called for in his Yan'an Talks on Literature and Art (1942) . Politicization of drama reached its height during the Cultural Revolution (1966) (1967) (1968) (1969) (1970) (1971) (1972) (1973) (1974) (1975) (1976) , when the stage was turned into a battleground under the direction of Mao's wife, Jiang Qing. As noted by one scholar, "no country believes more deeply in the power of drama" or uses drama more frequently "in ideological feuds, political purges, and mass campaigns" than the People's Republic of China (Tung and Mackerras 1987: 1) .
This study examines the relationship between politics and theatre in the People's Republic of China by focusing on a masterpiece of modern Chinese drama by Lao She (born Shu Qingchun 1899 -1966 , Chaguan (Teahouse, 1957 ) (see Plates 1 and 2). Set in an old-style Beijing teahouse, the play chronicles fifty years of political changes from the final days of the Qing dynasty to the eve of the communist victory. Through an analysis of Lao She's dramatic text and two of its major stage productions first presented in 1958 and 1999, respectively, this investigation seeks to answer the following questions: How are historical events represented in the play? How does the playwright use history as a commentary on his contemporary political conditions? How have changing political climates affected the production and reception of this play from the 1950s to the present?
The Hundred Flowers Movement and the Writing of Teahouse
Lao She began his literary career as a fiction writer, and, with the publication of his novel Luotuo xiangzi (Camel Xiangzi, 1936) , established himself as one of the leading Chinese authors of his time. His conversion to drama was directly related to the War of Resistance to Japan (1937 Japan ( -1945 : he felt spoken drama could reach a wider audience and help the war effort. His wartime playwriting-he wrote and coauthored a total of nine plays-paved the way for his switch to drama after the war. He was on a lecture tour in America when the Chinese Communists came to power in 1949. At the invitation of Premier Zhou Enlai, he came back to China, pledging to transform himself from an old-style writer to a revolutionary one (Ke and Li 1982: 65-72) . From this time, Lao She walked a tightrope between political duty and artistic integrity. His sense of duty compelled him to produce a steady stream of plays, drum songs, and comic skits as the current political situations Yu demanded, and he was honored with the title of "People's Artist." Just when it appeared that Lao She would live out his life writing "followthe-orders literature" (zunming wenxue), the Hundred Flowers movement of 1956-1957 gave him a new lease on life.
This liberalization movement came about because of domestic and international politics. On the home front, the party leadership decided to offer greater freedom to intellectuals to encourage their participation in socialist construction and to ensure the successful completion of the first Five Year Plan (1953) (1954) (1955) (1956) (1957) . In the international arena, Khrushchev's denunciation of Stalin at the Soviet party's twentieth Congress in February 1956 touched off widespread anti-Soviet protests in Eastern Europe that culminated in the Hungarian Revolution. 1 In reaction to these developments in the communist world, the Chinese Communist leadership rethought its policies: in particular, Mao Zedong called for launching a series of rectification campaigns to forestall a Hungarian-style uprising in China.
2 Relaxing party control of literature and art was a part of the plan. Mao coined the slogan of "letting a hundred flowers bloom, letting a hundred schools of thought contend" by borrowing from the ancient adage of "contending of a hundred schools of philosophy" in the Warring States period (ca. 476-221 bce), and formally presented his "double-hundred" policy to an enlarged session of the Central Committee's Politburo in April 1956 (Zuo et al. 1996 . In his famous speech explicating this policy, he promised that the government would not impose one particular style of art or school of thought and would let artists settle these issues through free discussion and practical work (Nieh 1981: 13-14) .
Chinese writers responded enthusiastically and, in the space of one year, produced an impressive body of essays, poems, and short stories. 3 In an essay titled "Freedom and the Writer" (Nieh 1981: 46-48) , Lao She pointed out that a work of literature may be a weapon of political propaganda, but it must be real literature, for nobody will want to read a work full of political jargon. He further stated that administrative interference will always stand in the way of creating real literature. For him, the policy of "letting a hundred flowers bloom," meant every writer should have the freedom to choose what he wants to write about in any style that suits him. Teahouse was a product of this "blooming" and "contending" period.
The Teahouse as a Witness of History
Teahouse differs from many other historical plays in that is does not have a well-known event or personality as its subject; instead, its three acts occur following major historical events. Act 1 takes place just after the 1898 Hundred-Day Reform has failed. Act 2 is set in the warlord period circa 1918 after president-elect Yuan Shikai's failed attempt to restore the monarchy with himself as emperor. Act 3 covers the last few years of the Nationalist rule in the late 1940s. According to Lao She's son Shu Yi, after watching a dress rehearsal of Teahouse, Premier Zhou Enlai remarked to director Jiao Juyin, associate director Xia Chun, and several principal actors that the historical background of the play was not "representative" enough. He suggested five acts instead: the Republican Revolution of 1911, the May Fourth Movement of 1919, the Northern Expedition (1926) (1927) (1928) , the War of Resistance to Japan from 1937 through 1945, and the 1947-1949 "War of Liberation." He told them not to say anything to Lao She because it would be better for him to take up this matter with Lao She himself. However, the directors did convey Zhou's suggestion to Lao She later, but he only smiled without making any changes (Shu 1986: 137 ). Zhou's suggested changes and Lao She's insistence on his original plan revealed different goals for this play. Zhou wanted to highlight the important political movements that culminated in the Communist victory; Lao She, on the other hand, wanted to show China's decline since the late Qing dynasty. Lao She's "end of the eras" division of time has been interpreted as "to bury the three historical eras," and the play is often seen as a funeral song for the old society. Jiao Juyin (1905 Juyin ( -1975 , who directed this play, drama critic Zhang Geng, and others held this view (see Ke and Li 1982: 389, 393, 468; Wang and Su 1985: 311-316) . Lao She also went along with this interpretation in his reply to questions (see Lao She 1982, vol. 2: 592-594) . Burying the old implies ushering in the new, but the play stops short before the Communists came to power. Unlike his 1951 play Long xu gou (Dragon Beard Ditch), which presented a sharp contrast between the miserable conditions under the Nationalist government and happy lives under Communist rule, no happy day comes in Teahouse. The play only shows the country going from bad to worse. Besides, there are no heroic characters to represent the Communist revolution. Despite discrepancy between the politically correct interpretation of history in the 1950s and the play itself, the label of "burying the old eras" provided Lao She with a protective shield to write about a subject with which he was very familiar: life in old Beijing.
Act 1 presents a vivid picture of Qing era Beijing with characters from all walks of life: Manchus and Han Chinese, palace eunuchs, reformers, Chinese Christians, gang members, secret agents, impoverished peasants, marriage brokers, peddlers, and fortune-tellers. All come to the chaguan to drink tea, socialize, transact business, settle disputes, or sell services or children. As Lao She pointed out, "A big teahouse is a microcosm of society" (Lao She 1982, vol. 2: 592) . 4 By portraying the lives of the teahouse customers, he hoped to reflect the changes in society and reveal indirectly some political message (p. 592). This emphasis on people over happenings was consistent with Lao She's view that "the most important part of writing plays is to portray characters, not to describe events. . . . Only with well-delineated characters can a play stand on firm ground" (Lao She 1981: 42) . Teahouse, with no central plot, has more than sixty characters and covers fifty years. To give unity to this loosely structured play, Lao She had secondary roles passed from father to son (played by one actor). To bridge the different acts, he added a storyteller who comes on stage during intermissions to give a brief introduction to each act and to provide humorous and satirical comments on the events that are about to take place.
5 Although the actions are confined to the interior of a teahouse, the play's unconventional dramatic structure expands space and time: it presents a cross section of Chinese society and links three historical periods.
In this character-centered play, political events are not dramatized but are revealed through the characters. For instance, we learn about the crushing of the Hundred-Day Reform through Eunuch Pang, who comes to the teahouse to buy a wife. 6 As a symbol of the moribund Qing dynasty, the old eunuch announces the government's last and desperate attempt to suppress the reform movement: "The imperial edict has been proclaimed and Tan Sitong has been sentenced to death. I tell you, anyone who dares to meddle with the statutes laid down by our ancestors will have his head chopped off!" 7 The reactions of the teahouse customers to this important event range from indifference to relief. One asks, "Who is this Tan Sitong?" Another answers, "I seem to have heard of him somewhere before. He must have committed a horrible crime. Otherwise, he wouldn't have been sentenced to death" (Chen 2010: 558) . What interests these people is that their way of life not be threatened: "One thing is certain. My iron rice bowl is safe again. That guy Tan and the other guy Kang Youwei-didn't they say that our bannermen's subsidies should be abolished and we should work for a living?" (Lao She 1982, vol. 2: 533) . 8 The Qing government also faced pressure from the foreign powers. Lao She depicts influence without having any Westerners appear. Early in act 1 we meet a Master Ma: he "lives off the foreigners. Follows their religion and speaks their language. He can go straight to the mayor of Beijing on business. That's why even the authorities handle him with care" (Chen 2010: 553) . If a Chinese has so much power because of his connection to a foreign church, how much more power must the foreigners themselves have? It should be pointed out that Lao She's criticism was not directed against the religion itself. He converted to Christianity at twenty-three and once remarked that Chinese Chris-tians have a double cross to bear: the cross of Christ and the cross of the suffering Chinese people. 9 Western influence also manifests itself in the large number of imported goods coming into the country. Marriage broker Pockmark Liu is proud of his foreign snuff bottle, watch, and clothes made of satin and cotton. When another character comments how much silver must flow out of the country to pay for all these, Liu replies nonchalantly, "Our great Qing empire has mountains of silver and gold. It will never run out" (Chen 2010: 553) . There are also foreign goods of a far deadlier nature: opium and heroin. When fortune-teller Oracle Tang switches from opium to heroin, he declares proudly, "British cigarettes and Japanese heroin! Two great powers looking after poor little me. Aren't I lucky?" (p. 565). There are also characters whose careers depend on serving foreigners. Secret agents Wu Xiangzi and Song Enzi say in act 2 that they serve anyone who puts rice in their bowls, and everyone they serve is backed by some foreign power. In act 3, the United States replaces Great Britain and Japan as the dominant foreign presence, with American soldiers and their jeeps running all over Beijing after World War II and Chinese women becoming "jeep girls." As the Chinese currency tumbles in the postwar inflation, everybody wants the U.S. dollars. Craze for all things American reaches such an extent that Pockmark Liu's son even names his prostitution ring "trust" in the fashion of American companies. The chief of military police now speaks Chinese with an American accent. While Lao She did not present a flattering image of the foreigners in China, he reserved his contempt for those Chinese who affected foreign manners or used their foreign connections to bully their countrymen.
The combined effects of domestic problems and foreign encroachment at the turn of the twentieth century brought about a rapid decline of the Qing dynasty. As a metaphor for China, the teahouse and its transformations reflect the changing conditions in the country. In act 1 the teahouse is at the height of its prosperity, supported by its regular customers of Manchu bannermen and Han Chinese of all trades. The end of the Qing dynasty and the ensuing fighting among the warlords deals a devastating blow to the business of the teahouse. To make up for the loss of his old customers, proprietor Wang Lifa converts part of the teahouse into a student boardinghouse circa 1918 in act 2. The décor of the teahouse also changes: big, square, wooden tables are replaced by smaller ones; wooden benches give way to wicker chairs; the paintings of the Eight Drunken Immortals and the God of Fortune have disappeared and in their place are pictures of fashion models advertising foreign cigarettes. The teahouse appears even smaller and shabbier in the third act. A gramophone with a huge loudspeaker sits in the middle of the room, and a picture of a foreign movie star hangs on the wall. However, these "modernizations" fail to improve business. The situation of the teahouse is best summed up by waiter Li San: "Reform! Reform! The more you reform it, the sooner it expires" (Lao She 1982, vol. 2: 538) . In Chinese, the word for "reform" (gailiang) rhymes with the word for "cold" (liang). Beneath this humorous comment lies Lao She's tragic vision that reforms and revolutions cannot save China. This point is driven home by the statement of another character who used to be a revolutionary: "As a young man, I thought my ideals could save the world. I tried to follow them. Now I've seen through it all. China is finished!" (Chen 2010: 574) .
Parallel to Wang Lifa's attempt to reform this teahouse is businessman Qin Zhongyi's more ambitious plan to reform China. Qin first appears in an earlier play, Qin shi san xiongdi (The Three Qin Brothers), 10 and, as in that play, he believes in building factories as a way to solve China's problems: "It's the only way to help the poor, the only way to keep out the foreign goods, and the only way to save our country" (Lao She 1982, vol. 2: 533) . Despite his reformist zeal, Qin's ambitious project comes to naught. When he reappears in act 3, we learn that his factory was first taken over by the Japanese and then confiscated by the Nationalist government as "traitor's property" in the late 1940s because of his "cooperation" with the Japanese during the war. The ultimate irony is that Qin's lifelong dream of saving the country through industrialization is shattered by the Chinese government: "It's all demolished! All the machines sold as scrap! Where in the whole wide world, in the whole wide world, can you find another government like this one?" (Chen 2010: 593) . Teahouse owner Wang Lifa shares the same sense of desperation to keep business going: "I did everything just that we could live! Yes, I handed over bribes when I had to. But I never did anything bad or criminal. Why shouldn't I be allowed to live?" (p. 594). That both entrepreneur Qin Zhongyi and teahouse owner Wang Lifa fail to save enterprises that support both themselves and others betrays Lao She's pessimism about reforms.
Use the Past to Criticize the Present: History and Contemporary Politics
Use the past to criticize the present (jie gu feng jin) is a timehonored tradition in Chinese literature. In a country where freedom of speech was and still is restricted, Chinese writers relied on political allegories and historical references to depict the conditions of their time. Rudolf Wagner, scholar of Chinese drama, points out: "As a matter of principle, the historical play makes reference to the immediate present" (Wagner 1990: 44) . This principle is manifested in Teahouse. Lao She wrote this play ostensibly "to bury the three historical periods," but there are many parallels between the events in the play and the actual conditions in the 1950s. The Hundred-Day Reform of 1898 referred to in the play has its counterpart in the short-lived Hundred Flowers Movement, and the half million intellectuals sent down to the countryside after the crackdown in 1957 are the modern-day martyrs who are represented by the play's persecuted figures of the earlier movement. The storyteller's satirical comment on the Hundred-Day Reform in the opening prologue is a fitting description of the Anti-Rightist Campaign that followed the Hundred Flowers Movement:
So the movement was crushed, nipped in the bud. But I'd better stop and hold myself in check, Talking too freely will surely risk my neck! (Chen 2010: 550) Besides political movements, other parallels abound. The confiscation of Wang Lifa's teahouse and Qin Zhongyi's factory in act 3, set in the 1940s, invites comparison with the nationalization of private enterprises after the Communists came to power. In 1949, 85 percent of trade was in private hands, but by 1952 private enterprises fell to 17 percent and the nationalization of industry and commerce was completed by the beginning of 1956 (Rodzinski 1988: 22, 32) . Such hasty reorganization of commerce resulted "in a decrease in the variety and quantity of goods and services available" (p. 33). Qin's outcry, "where in the whole wide world, can you find a government like this one" (Chen 2010: 593 ) is a masked protest against the PRC government of Chairman Mao. The disappearance of older arts such as traditional painting, storytelling, and jingju presented in act 3 was also a reflection of the drama reform carried out by the government in the 1950s. As a part of the socialist transformation of the country, many drama companies were nationalized; many old plays were banned or revised to eliminate feudal influences in their content or performance style.
11 Storyteller Zou Fuyuan's comment, "It breaks my heart to think that what's left of our art will die out in a few years" (Chen, 2010: 583) reflected Lao She's own concern. In the early 1950s, the playwright tried to find employment for traditional-style painters by helping them switch to the new socialist art. He also wrote a large number of new ballads, comic dialogues, and folk genres to keep these traditional art forms alive and their performers employed (Ke 1984: 93) . In act 3, Chef Ming, who used to cater imperial banquets, is now cooking for prison inmates because "prison is where the people are" (Lao She 1982, vol. 2: 569) , satirizes the political situation in the 1950s. The incessant political movements (the Three-Anti Movement, the Five-Anti Movement, the campaign against Hu Feng, the Anti-Rightist Campaign) have produced a large prison population. The two secret agents in the play have their counterparts in CCP's Public Security. In act 2, Cui Jiufeng, a former member of the parliament, confessed that he felt ashamed of having served in the warlord's sham parliament. His sentiment expresses Lao She's disappointment that the democratic government he had hoped for when he returned to support the Communist victory did not materialize. In 1951 Lao wrote a play called Yijia daibiao (A Family of Representatives) to express such a hope, but as it turned out the people's congress was no better than the warlord's parliament. The bizarre coronation of Eunuch Pang's nephew in the last act, just as the Communist Eighth Route Army unit is about to march into Beijing, suggests that the PRC will be but a repeat of the old dynastic cycle. The ruling party changes, but the authoritarian political system remains the same.
Lao She's technique of "using the past to comment on the present" is most visibly represented by a four-character sign "mo tan guo shi" (do not discuss state affairs) pasted on the wall of the teahouse. As the teahouse undergoes change, the signs multiply and the characters become larger. This phrase is supposed to describe the dark periods before Communism, but it also fits the political reality of the 1950s. The Chinese audience would not miss the connection between this admonition and the numerous political campaigns to silence dissent. Although Teahouse is billed as an exposé of the evils of the old society, it is using the old as a subtle criticism of the new regime as well.
The Manchu Ethnic Identity
Teahouse also provides a study of Lao She's ethnicity, which he rarely touched upon in his other works, with the exception of his unfinished autobiographical novel Zheng hongqi xia (Beneath the Red Banner). As a Manchu, born in the twilight years of the once mighty Qing empire, Lao She was proud of the achievements of his ancestors but ashamed of the humiliating downfall of their dynasty. This ambivalent attitude made him reluctant to reveal his ethnic identity or to write about the Manchus in his works. His son Shu Yi pointed out that there are many "hidden Manchu characters" in Lao She's writings and they can be identified by their place of residence, occupation, financial situation, and character traits (Shu Yi 1999: 205-211) . Lao She decided to make the "hidden" Manchus more visible in this play probably because he felt encouraged by the new government's more favorable policy toward national minorities and the warm reception he received after his return to China. The PRC constitution adopted in 1954 guaranteed the equality of all nationalities and freedom to use and develop their own language and to preserve their own culture. Furthermore, a large number of autonomous regions and autonomous prefectures were established in the minority people's areas in the 1950s. 12 Soon after his arrival in Beijing in 1949, Lao She was elected vice chairman of the Federation of Writers and Artists and chairman of the Beijing Writers Union. He was also made a member of the National People's Consultative Conference, and honored with the title of "People's Artist" for his play Dragon Beard Ditch.
In Teahouse, we first meet a group of Manchu bannermen who are concerned about losing their government subsidies. Then we learn about their favorite pastimes-such as keeping pet birds, watching cricket fights, and collecting snuff bottles and curios, which they bring to the teahouse to share with their friends. During a rehearsal of this play in 1958, Lao She told the actors: "These curios represented our ancestors' high-class culture! When the foreigners were making guns, cannons, and steamships, our ancestors played with birds, insects, and grasshoppers. Their energy was sapped by their hobbies" ( Jiang, Su, and Du 1983: 268) . Lao She's remark revealed his sadness over the degeneration of the Manchus from fierce warriors who established the Qing dynasty in the seventeenth century to idlers engaged in frivolous pursuits two hundred years later.
Besides this group portrayal, Lao She introduces two characters that represent opposite sides of the Manchu character: the timid and pitiful Second Master Song and the confident and upright Fourth Master Chang. The bannermen lost their subsidies after the fall of the Qing dynasty in 1911, thus Song when we see him in act 2 complains bitterly to his friend Chang: "Do you see what clothes I'm wearing? Do I still look like a human being?" (Lao She 1982, vol. 2: 545) . When Chang asks Song why he does not find a job, he replies, "Who wants a bannerman! Looking back, the great Qing empire wasn't so good, but now, in the republic, I'm starving!" (Chen 2010: 567) . Unlike the selfpitying Song, Chang supports himself by selling vegetables. As noted by Vohra (1974: 162) and Peter Li (1995: 286) , Chang is the most positive character in the play and a Manchu of whom Lao She could be proud. While the other Manchu care only about their stipends, Chang is deeply concerned about the welfare of the country. He predicts the end of the Qing dynasty and is imprisoned for this remark in act 1. For a Manchu to pronounce the impending demise of his beloved dynasty truly takes courage. In doing so, Chang's sense of justice triumphs over his loyalty to his ethnic group, as he explains later in act 2: "The Qing empire was done for after all! It deserved it! I'm a bannerman, but I must be fair!" (Chen 2010: 568) .
We learn from the play that Chang's love for the country also prompted him to join the Boxer Rebellion (1900) to fight against the foreign invaders after he was released from prison. In casting this character as a participant in this ill-fated uprising, Lao She was reenacting his own family tragedy. Like Chang, Lao She's father was a bannerman who died defending Beijing during the rebellion. Lao She was only one year old at the time, but, as he was growing up, he heard from his mother about the atrocities committed by the invading armies and the calamities that befell his family. In 1960, he wrote the play Shen quan (Spirit Boxers) to commemorate the sixtieth anniversary of this uprising. In the postscript to this play he wrote, "No matter how many shortcomings the Boxers had, their patriotism, their passion against imperialism, and their courage deserve our respect" (Lao She 1982, vol. 3: 275) . Master Chang is a patriot. He declares, "If foreigners come here again with their armies, I'm ready to fight them. I am a bannerman, but bannermen are Chinese too!" (Chen 2010: 568) . This character was Lao She's answer to the general perception that the Manchus were parasites, not loyal to the Chinese nation. He also raised the question in act 3 of why Manchu patriotism is not rewarded. At the end of the play Master Chang buries his friend Master Song, who has starved, and wonders aloud: "What will happen to me when my time comes? I love our country, but who loves me?" (p. 594). Chang is a stand-in for Lao She as outsider in a country to which he and his ancestor have devoted themselves.
Jiao Juyin's Production: In Search of a National Form
Teahouse was premiered in 1958 by Beijing Renmin Yishu Juyuan (Beijing People's Art Theater [BPRT] ) under the direction of Jiao Juyin, a leading practitioner of the Stanislavski system in China. Konstantin Stanislavski's (1863 Stanislavski's ( -1938 theory was first introduced to China in the 1930s with a partial translation of his book An Actor Prepares, but it was not widely practiced until after the founding of the People's Republic. The close political relationship between China and the Soviet Union in the 1950s also extended to the arena of dramatic arts. When the Beijing People's Art Theater was established in 1952, it was modeled after Stanislavski's Moscow Art Theater. Jiao Juyin as director of the Beijing company naturally emulated the Stanislavski system in his company, and soon it became the norm in all of China. In 1953, the Chinese Drama Association convened a conference attended by leading dramatists from Beijing and Shanghai on this system and how to combine it with Marxism and Leninism (Zuo 1996: 387) . From that time Russian experts came to the Central Academy of Drama in Beijing to teach the Stanislavski system. With the backing of the Chinese government, the Russian system was considered the only correct dramatic theory, and the Beijing People's Art Theater became the foremost drama company in adopting the Stanislavski style of performance (Zhao Cong 1969: 76-77) .
Jiao Juyin, who would become one of the most influential huaju directors in China, began his career in xiqu (traditional Chinese opera). In 1930 he established the Beijing Xiqu Training School and served as its president for four years. From 1935 to 1938 he studied European drama at University of Paris and titled his doctoral dissertation "Chinese Drama Today." During the war years in Chongqing, he studied Russian drama and theater, translating Chekhov's plays and Vladimir Nemirovich-Danchenko's memoir, My Life in the Russian Theater. Through these works Jiao came to know the Stanislavski system, which led to his search for a Chinese system of performance.
In his essays "The Director's Artistic Creation," and "Learning from Stanislavski," Jiao pointed out that Stanislavski system was developed through actual practice and inseparable from Russia's historical and social background. The Chinese, he felt, should also develop their own system based on their own tradition and experience. Because Chinese spoken drama had a very short history, Chinese actors lacked basic training and did not know how to express their thoughts and emotions through appropriate actions. He believed Chinese actors could learn from the Stanislavski system to make characters (both in physical appearances and inner feelings) their second nature, so they would be able to create true-to-life images on the stage ( Jiao 2005: 132-138, 251-258) . Taking Stanislavski's basic concept that performance must come from life as his guideline, Jiao developed his Theory of Mental Images (Xin xiang xue), which calls for the actors to experience the lives of their characters mentally to form images of these characters before performing them on the stage. His method of actor training may be divided into three stages: experiencing life, developing mental images, and creating stage images. This process is what he called "from external to internal, from internal to external" with mental images as a bridge between real life and its artistic re-creation. 13 In adapting the Stanislavski system, Jiao also attempted to integrate Western realistic drama with China's theatrical tradition. The movement of "nationalizing spoken drama" (huaju minzu hua) began in the 1930s and continued into the 1940s with the goal of making this imported dramatic form more accessible to the Chinese audience. How to use the traditional xiqu to "nationalize" huaju was still a hotly debated issue among Chinese dramatists. In a series of essays on this topic written in the 1950s, Jiao discussed what huaju could learn from xiqu, how to adopt xiqu's performance techniques in huaju, and what national form and style mean in huaju (see Jiao 2005: 537-585). His long essay "On Nationalizing Spoken Drama" was to be a summation of his thoughts, but he was interrupted by the Anti-Rightist Campaign.
Only an outline has survived. In the beginning, Jiao states: "The audience and the dramatists create jointly." The importance given to the audience reflects a fundamental principle of xiqu and recognizes the social function of theatre in China: audiences are active participants in the artistic creation, not mere spectators. The other points Jiao stresses are xiqu's emphasis on portraying characters rather than depicting realistic details and the fluid time and space on the xiqu stage. He believes that huaju could learn from these conventions.
14 Jiao Juyin's Theory of Mental Images and borrowing from xiqu were applied to the production of Teahouse. To familiarize his young actors with old Beijing so they could create their own mental pictures, Jiao Juyin invited Lao She and other old-timers to give lectures on local conditions and customs. Actors spent time in the few old-style teahouses that still existed to observe the customers. Performers also searched out people who had similar social or professional backgrounds to the characters. The actor who played Eunuch Pang, for example, got to know an old eunuch to understand Pang's wanting to have a wife. After a period of "experiencing life," the actors developed their mental images. Their next step was to act out short skits in character. Jiao put special emphasis on the use of physical actions to express the characters' psychological state. He asked his actors to develop a complete set of actions appropriate for their parts because he believed relying on speech alone was not enough. The actor who played a bird lover, for example, practiced how to carry the birdcage, hang it up on the pillar in the teahouse, and then take it down carefully so as not to disturb the bird. Repeating these simple actions helped the actor understand the feelings of the character, who would rather starve than let his bird go hungry. Yu Shizhi, who had the most demanding role of teahouse proprietor, kept a journal on the progress of his mental image. He developed body language to portray the transformation from an energetic and enterprising young man to a middle-aged person weighed down with worries and, finally, to an old man who has lost all his hopes.
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Jiao's emphasis on characterization was also influenced by traditional Chinese theatre. As he pointed out, "The most important characteristic of xiqu is its concentration on the characters. The stage has no scenery, no props and other paraphernalia; it relies on the actors' performance" ( Jiao 1979: 226) . In Teahouse he employed certain techniques of traditional theatre, such as "striking a pose" (liang xiang), to highlight important characters. Both Qin Zhongyi and Eunuch Pang strike a pose at their first appearance to draw the attention of the other teahouse customers and the audience to the confrontation between them that soon follows. The same technique is used for the two secret agents who arrest Master Chang for his subversive remark. Jiao's emphasis on movement, posture, and facial expression is consistent with the traditional Chinese concept that in a performance, acting and acrobatics (zuo and da) are significant features (the others being singing, chang, and recitation, nian). The borrowings from xiqu in Teahouse represent Jiao's two goals of enriching the performance techniques of spoken drama and endowing it with Chinese national characteristics in both form and style ( Jiao 2005: 554) .
Jiao also paid close attention to stage design and sound effects. The set designer remembered that Jiao spent a whole night working on the stage model in order to decide the best way to arrange the eight tables. He used the tables as a structural device to present the interactions of the various characters. Because of his careful planning, the large cast avoided confusion and played their parts like different sections of an orchestra. Lao She's stage direction did not specify any sound effects, but Jiao considered them indispensable: "Sound effects are most important for creating atmosphere. To present the historical background of a play, sound effects make up half the performance" ( Jiang, Su, and Du 1983: 285) . He used traffic sounds of the three historical periods to unify the three acts. The most commonly used means of transportation in act 1 are mules and horse-drawn carriages. Thus, industrialist Qin Zhongyi's entrance is preceded by hoofbeats, whereas Eunuch Pang's grand arrival follows the sound of a carriage and the hollering of his attendants. These different sounds also indicate their different social status. In act 2, the sound of rickshaw bells replaces the mules and carriages and soldiers' marching songs remind the audience that this is the warlord period. In act 3, the streets are full of honking jeeps and trucks.
Other sounds enhance the atmosphere of the different periods. Act 1 is particularly rich: the vendors hawking their wares in the streets, the clicking of Proprietor Wang's abacus, the chopping of knives and banging of pans in the kitchen, the waiters chanting their orders, and the customers' animated conversation. Together these form a symphony of this flourishing business establishment. The squeaky water carts on the pavement and pigeon whistles in the air add other accents to the leisurely lifestyle of old Beijing.
The rhythm of the traditional way of life is shattered in the subsequent acts by soldiers' marching songs, booming cannons, the cries of paperboys with the latest headlines from the battlefront, and the blaring popular songs from loudspeakers. Even the presence of foreign religion increases in sound volume, from the tolling of church bells in act 1 to the Salvation Army's noisy procession in act 2. Of course, sound effects are also used to highlight characters' emotions. For example, when the marriage broker and the poor peasant are discussing the sale of the latter's daughter, the sound of a fortune-teller's drum is heard. The heavy drumbeats accentuate the broker's words and strike at the heart of the peasant and the audience. After a moment of silence, a vendor's mournful cries are heard in the distance to reflect the peasant's grief. Jiao Juyin's ideas also tightened the plot and the delineations of character. It was at his suggestion that Lao She added the storyteller to link the three acts. This character with each act becomes older and more ragged, showing the passage of time and the deterioration in the country. Jiao also added a Bible salesman in act 1 to complement Master Ma, who lives off the Christian missionaries and bullies people. These two characters represent the growing power of foreign religion in China. This salesman also introduces the large number of characters at the beginning of the play. As he moves from table to table with his Bibles, the audience's attention is directed to the action of each group. Master Ma also receives additional attention in Jiao's staging. Instead of making a quick exit, as per Lao She's stage direction, he pauses in the middle of the stage and crosses himself at the sound of church bells. Although Ma appears only once and has only a small speaking part, this gesture leaves a deep impression on the audience.
Other small changes Jiao made also produced large effects. In Lao She's original script, act 1 ends with Eunuch Pang buying a peasant girl as his wife. When the girl sees how old and hideous he is, she faints and the eunuch cries out, "I want a live one, not a corpse!" (Lao She 1982, vol. 2: 536 ). Whereas Lao She ended this act with this grotesque humor, Jiao's closure is a chess player declaring, "Checkmate! You're finished!" (p. 536). This choice echoes what Master Chang said earlier about the impending collapse of the Qing dynasty. Lao She liked Jiao's change so much that he incorporated it in the published version of his play. 16 In act 3, when Director Shen of the military police is informed of the teahouse proprietor's suicide, he responds with a single-syllable comment: "Hao! Hao! " meaning "Good! Good!" This word should be pronounced in the third tone, but he pronounces it in the first tone like a foreigner. And he repeats it seven times! A few repetitions of this foreign-accented Chinese would produce the desired comical effect, but to end the play with this silly imitation of a foreign accent is to diminish its tragic power. Jiao omits this episode about Director Shen and ends the play with the three old friends (proprietor of the teahouse Yu Wang Lifa, business reformer Qin Zhongyi, and bannerman Master Chang) performing a funeral ceremony for themselves. As these old men circle the stage, scattering paper money and wailing as mourners do in a funeral procession, the play is brought to an emotional climax and a powerful conclusion.
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Receptions of this Play: Impacts of the Political Movements
When Teahouse was published in 1957, Chinese literary and art circles immediately recognized its artistic excellence. Playwright Cao Yu (1910 Yu ( -1996 , author of the groundbreaking work Thunderstorm (1934), especially singled out the first act for praise, judging it to be "a rare first act in any drama, Chinese or Western" (Jiang, Su, and Du 1983: 1) . At a symposium on this play in December 1957 attended by leading scholars and playwrights, Lao She was praised for his masterful re-creation of the historical periods, especially the Qing era in act 1, and his ability to bring a character alive with a few deft sketches. But he was also criticized for his nostalgia for the past and the lack of a clear-cut political orientation (hong xian, literally "red line") in his play. Even his director Jiao Juyin commented that it was difficult to present the theme of "burying the three historical periods" on stage because the play lacked a central plot line (see Ke and Li 1982: 386-407) . Playwright Li Jianwu also found the play's loose structure "a fatal flaw" (p. 385), seeing the interludes as a string of pearls, in which the individual pearls are beautiful, but do not move the dramatic action forward. The more sympathetic critics tried to protect Lao She by saying there was a "red line" that just needs to be made more prominent. Meanwhile, hostile commentators accused Lao She of failing to depict class struggle and the positive role of Communist leadership in this struggle (Liao ning daxue zhongwenxi xiandai wenxue jiaoyanshi 1959: 55-60).
When Beijing People's Art Theater got ready to stage the play in 1958, the "blooming and contending" of the "Hundred Flowers" period had given way to the Anti-Rightist Campaign (1957 -1958 and the Great Leap Forward (1958) (1959) (1960) . The volume of criticism voiced during the Hundred Flowers Movement had taken the authorities by surprise, and they quickly retaliated by labeling the critics "rightists" and sending them to the countryside to undergo reform through labor. Between three hundred thousand and seven hundred thousand people were affected (Fairbank and Goldman 2006: 365) . In the meantime, Mao wanted to speed up China's industrialization by launching the Great Leap, which he hoped would enable the nation to catch up with the advanced industrial powers. 18 To make this play more in tune with the changed political climate, it was suggested that Lao She make Eunuch Pang's wife's struggle against oppression and her adopted son's wish to join the Communist revolution the central plot. Lao She resisted with his characteristic humor: "If I just stick to a single event, my teahouse would collapse before it is taken over by the others" (Lao She 1982, vol. 2: 593) . Lao She published "On Tragedy" in the same year he wrote Teahouse, asking why tragedy had almost disappeared from Chinese literature even though tragic events exist in real life, and inquiring whether eliminating this literary form is consistent with "letting a hundred flowers bloom" (Lao She 1981: 78-81) . His defense of tragedy notwithstanding, Teahouse closed down after fortynine performances.
According to Yu Shizhi (who played proprietor Wang Lifa), on the last day of its performance (10 July 1958), a vice minister from the Ministry of Culture held a meeting at BPRT to discuss the problem of artistic creations. (This unnamed vice minister of culture was probably Zhou Yang, who held this position in the 1950s and was widely regarded as China's literary czar.) He criticized BPRT for not paying enough attention to politics in the content of its productions. For example, why was the first act of Teahouse about the 1890s very lively, but when students are arrested in the next act, the play failed to show them putting up any resistance? According to him, a theatre's style should be defined by its political attitude first: to pursue artistic style without regard to politics was a mistake. He further stated that Jiao Juyin's Stanislavski system was a capitalist doctrine and out of step with the revolutionary romanticism of the Great Leap. These pronouncements sealed the fate of Teahouse. From promoting Stanislavski and Russian-influenced artistic production in the early 1950s to denouncing such work five years later, the government literary policy changed drastically. This change was a manifestation of China's worsening relations with the Soviet Union since the launching of the Great Leap Forward. The Chinese wanted to replace Soviet socialist realism with the new formula of combining revolutionary realism and revolutionary romanticism. This formula was attributed to Mao and formulated into a literary theory and policy by Zhou Yang, Mao's spokesman and interpreter on literary matters. According to Zhou, literature should arouse enthusiasm and passion for the revolution rather than dealing with suffering and despair. Under his direction, peasants and workers were encouraged to write poems to praise the Great Leap Forward. Tens of thousands of such poems were produced, making this mass poetry movement the literary complement of the Great Leap (Goldman 1967: 244-247) .
The disastrous Great Leap Forward ended in a three-year famine through 1961, forcing Mao to hand over significant powers by 1962 to let more moderate leaders repair the damage. Taking advantage of this relatively more relaxed period, BPRT decided to put on another performance of Teahouse in 1963 with the same cast as before. However, the timing was wrong again, for the literary policy at the time called for writing about the great deeds of the first thirteen years of Communist rule. Teahouse's historical theme ran counter to Party policy. To perform this play without the requisite "red line" was definitely risky. Lao She did not want to have anything to do with revisions. The following changes were made by the company themselves to strengthen political correctness: teahouse customers express sympathy for Tan Sitong and the Hundred-Day Reform (act 1), students give speeches in front of the teahouse during the May Fourth movement (act 2), and students demonstrate against the civil war and the Nationalist government (act 3). However, despite this "red line," Teahouse in 1963 was not allowed to have any publicity and ended its fifty-three performances quietly. One consolation for the actors was that Premier Zhou Enlai came to watch their performance and he told Jiao Juyin that Teahouse was a good play. 19 Zhou's approval of the politically correct version and the Ministry of Culture's harsh criticism indicate that the top leadership did not always agree on the policy toward literature and art.
The inauspicious productions in 1958 and 1963 were indications of worse to come. When the Cultural Revolution (1966) (1967) (1968) (1969) (1970) (1971) (1972) (1973) (1974) (1975) (1976) started, Teahouse was declared an anti-Party "poisonous weed," and Lao She committed suicide (1966) . His death represents the tragic fate that befell many Chinese writers during this political campaign. The Cultural Revolution period also produced a most prescriptive theory of drama called the Three Prominences (san tuchu), which called for highlighting positive characters, heroic characters, and the principal hero. This policy required all characters to be clearly differentiated as heroes or villains; no "middle characters" were allowed. 20 The multifaceted characters of Teahouse could not pass the test of Three Prominences. Ying Ruocheng, who played the evil marriage broker in both BPRT productions, recalled that under the influence of this theory, negative characters were made to appear as dull and simplistic as possible. It was risky for actors to play negative characters, because, if they made their characters interesting, that would mean they had incorrect worldview (Ying 1979: 58) .
Revival after the Cultural Revolution
The end of the Cultural Revolution in 1976 brought a new leadership with new political and literary policies. The Third Plenum of the Eleventh Central Committee held in 1978 adopted the resolution to right the wrongs toward all those who had been persecuted since the Anti-Rightist Campaign of 1957. The many writers who died or were disgraced had their names cleared and prestige restored. Encouraged, BPRT planned to restage Teahouse to commemorate Lao She's eightieth birthday in 1979. However, memories of the past two performances still cast a shadow, and actors were afraid of committing another political error. After much deliberation, they decided to eliminate the "red line" added in 1963 and restore the play to its 1958 version. The play was performed with its original cast under the direction of Xia Chun, who was an associate director in the two previous productions to Jiao Juyin (who died in 1975 of cancer). 21 Unlike earlier productions, the 1979 staging was greeted with great enthusiasm, both by old Lao She fans and young audiences. In her essay "About Lao She's Teahouse" (Ke and Li 1982: 412) , Lao She's widow Hu Jieqing pointed out that the popularity of Teahouse was due to the fact that the audience identified what was depicted in the play with what they went through during the Cultural Revolution. When the Manchu bannermen, Fourth Master Chang and his friend the Second Master Song, were arrested (act 1) because of their supposedly anti-government remarks, the audience found a parallel in what they had recently experienced. The demolition of Qin Zhongyi's factory in act 3 reminded the Chinese intellectuals of how their laboratories and classrooms were destroyed by policies of the "Gang of Four." When proprietor Wang Lifa bid farewell to his family before he committed suicide at the end of the play, the audience remembered how they, too, said farewell to their loved ones when they were sent to the "cow shed" or reform schools. And, of course, given Lao She's 1966 suicide, Wang Lifa's despairing words at the end seem to speak for Lao She and all those other hungry ghosts of the Cultural Revolution period, speaking from beyond the grave. Hu, as the wife of the author, was able to make a clear connection between the action on stage and the political condition off stage because she (and the production ostensibly) limited criticism to the Cultural Revolution, which was also denounced by the new Party leadership. This new production of Teahouse was a part of the cultural revival in the post-Mao period, when feature films and plays from the earlier periods, traditional operas, and Western plays in translation reappeared on the Chinese stage.
Following its successful Beijing performance, Teahouse became the first Chinese spoken drama to appear on the international stage. The seven-week tour (1980) to West Germany, France, and Switzerland was well received. A German newspaper commented that the "play opens the door to a world which is culturally strange yet which in its humanness seems intimately familiar" (Krauter 1981: 118) . For European drama specialists, Teahouse afforded an opportunity to size up a modern Chinese play. After watching a performance in Paris, Peter
Yu
Brook told director Xia Chun that he understood what the Chinese meant by combining national form with modern drama ( Jiang, Su, and Du 1983: 396) . The director of a theatre in Hanover said that the performance was not wholly Stanislavskian, nor modernist, but uniquely Chinese (p. 398). The European press singled out realism and Chinese characteristics as the two most prominent features and praised the actors' first-rate performance and Teahouse as "a miracle on the Eastern stage."
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This tour was not only an important chapter in East-West cultural exchange, but also demonstrated China's new political opening to the outside. This change created a second wave of introducing Western literature and culture (the first wave had begun during the May Fourth movement in the early part of the century). A new generation of Chinese dramatists, eager to broaden beyond realism and the Stanislavski system, found their answers in Brecht's Epic Theater or Theatre of the Absurd. Even Beijing People's Art Theater, a stronghold of realism, followed this new trend. Collaboration between playwright Gao Xingjian and director Lin Zhaohua at the BPRT produced some of the earliest experimental plays in the post-Mao period: Juedui xinhao (Alarm Signal, 1982) and Chezhan (Bus Stop, 1983 
Lin Zhaohua's Production: A Paradigm Shift?
The original cast of Teahouse gave their last staging of this 1979 production in 1992. In 1999, BPRT restaged it under director Lin Zhao hua with a new cast for Lao She's one hundredth birthday. Lin wanted to strike out in a new direction, stating: "I will not clone the old Teahouse" (Beijing Renyi 2000: 5) . The most obvious difference was its stage design: the original teahouse was replaced by broken pillars and crooked beams with only a few lattice windows from the old structure remaining.
23 While this symbolic setting was a fitting metaphor for old China tottering on the brink of collapse, the sense of history was lost. Without seeing the teahouse from the height of its glory to its final destruction, the audiences lost a most visible indicator of the fifty years of change. The storyteller was also eliminated, leaving the different historical periods without a link. The changing times were indicated by a workman lighting the gas streetlight at the end of act 1 and replacing the gas light with electric bulbs at the end of act 2. But the audience might not notice this small and inconspicuous act. While the new version's sense of history was not as strong as the old one's, the production offered more local color. Instead of the closed space of the old Teahouse, the new production's open stage broke down the "fourth wall" and allowed the audience to see the street scenes of old Beijing beyond the teahouse. The play began with the sound of vendors hawking their wares, and they came onstage and mingled with the characters. Lin Zhaohua felt Lao She's play portrays the lives and struggles of the "little characters," who do not care much about politics. By showing everyday life in Beijing, his stage design highlighted the characters' most important concern: how to stay alive in the midst of turbulent political changes (p. 6).
Lin also employed a more realistic style of acting than the earlier version. Whereas Jiao Juyin borrowed the technique of "striking a pose" from traditional theatre to call attention to the important characters, Lin wanted his actors to act more naturally. The actors themselves also expressed the opinion that, while they were keenly aware of the high standard set by their predecessors, they did not want to imitate their performances, but tried to express their own understandings in tune with the aesthetic expectations of a 1990s audience (pp. [14] [15] [16] . Liang Guanhua, who played the teahouse proprietor, added details to make his character appear new. His Wang Lifa certainly looked very different from Yu Shizhi's-with Liang's fat body waddling like a duck and his hands swinging behind his back, projecting an affable and even comical image. Director Lin Zhaohua considered a sense of humor very important for this character. However, what distinguishes Wang Lifa's character in Lao She's script is not so much his sense of humor as his philosophy of pleasing everyone that he learned from his father. Liang's character lacked the combination of congeniality and shrewdness of Yu's earlier portrayal. Although not quite Yu's equal in filling this demanding role, Liang's performance improved with each act, and peaked in the moving scene of the three old friends (Liang's proprietor, Wang; Pu Cunxin's Manchu bannerman, Master Chang; and Yang Lixin's bankrupt factory owner, Qin Zhongyi) staging their own funeral in the last act. Actor He Bing was also good, doubling as the marriage broker (Pockmark Liu) and as Liu's son, the sleek operator of a prostitution ring, exceling in the last role. Still, the characters in the new Teahouse were not as well defined as in the old Teahouse. As Liang Guan hua pointed out, it took forty years for the old Teahouse to achieve its level of excellence; the new Teahouse would definitely improve with time (p. 15).
Lin's 1999 production represented a different interpretation of Lao She's play. Jiao had refined its tragic impact, as with his addition of "checkmate" to show the impending collapse of the Qing dynasty in act 1 or his staging of the three friends' symbolic funeral in act 3. Lin Zhaohua restored the black humor of Lao She's original script by ending this play with the police chief's American-accented response "Good! Good!" upon hearing of Proprietor Wang's suicide. Lin believed that although Teahouse is a tragedy, it uses comic method to convey tragic feelings, and this tragic-comic combination is a unique feature of Lao She's drama (p. 5).
Generally speaking, the 1999 Teahouse was well received by the audience, but opinions were divided: some felt the characters in the new Teahouse did not make as strong an impression as in the old version; others thought Lin was not bold enough in blazing a new path (p. 7). Lin told an interviewer that producing this play was a real challenge because Jiao's staging had left such a deep impression on so many people, and Lin took a "middle-of-the road" approach that preserved the tradition but also introduced some innovation-though, if he were producing this play for his own workshop, he would have been more daring (p. 7). As one commentator pointed out, at a time when Teahouse was in danger of falling from the repertoire, the fact that it was finally restaged was itself a cause for celebration (p. 17). Liu Jinyun, director of Beijing People's Art Theater, remarked that, in restaging this play, his colleagues were motivated by their sense of responsibility to keep a classical work alive and they demonstrated their courage in undertaking a difficult task (p. 19). Their job, as stated by the 1999 director, was how to both preserve the tradition and introduce innovations (p. 8). Shifting away from the now orthodox Stanislavski approach and experimenting with humor in a tragic work seemed to be a way to achieve this goal.
In July 2004, Lin Zhao's production was finally staged in Taipei after a Taiwanese foundation tried for more than ten years to bring this play to Taiwan. Would the Taiwanese audience understand a play written by a mainland playwright almost fifty years ago? How would they react to the political content of the play? What would be the political ramifications of staging it at a time when Taiwan had just gone through a highly contested presidential election with the pro-independence Democratic Progressive Party emerging the winner? Despite the fears of the sponsors, twenty thousand theatergoers attended, making Teahouse a major cultural event of the year. Of course, political issues could not be avoided. A well-known Taiwanese actor pointed out, "A different political background will yield a different reading of Teahouse" (Zhang Yu 2005: 85) . There were even suggestions to add a fourth act to make the play more suitable to the political conditions in Taiwan. In the end, politics did not make much of an impact on the reception of this play. It was Lao She's portrayal of the struggles of ordinary people that struck a responsive chord in the Taiwanese audience. As noted by one commentator, Teahouse "helps us face our hardships and reflect on our hardships" (p. 85).
Long before Lin Zhaohua's Teahouse was performed in Taiwan, Lai Shengchuan, a leading Taiwanese playwright and director, planned to produce a Taiwanese version of this play by inviting Ying Ruocheng, who played the marriage broker in the Beijing productions, to direct it, but his plan fell through. Although Lai was not able to stage Teahouse, its influence can be seen in his play Na yiye, women shuo xiangsheng (That Night, We Gave a Cross-Talk Performance), which also presents changes in Chinese society over a long period of time except it does so moving backward from Taipei in the 1980s to Beijing in 1900 (see Lai 1986 ). The two storytellers in Lai's play were also modeled after Master Chang and Master Song in Teahouse (p. 87). More important, both playwrights employed a cultural symbol (the old teahouse in Lao She's case; the vanishing art of storytelling in Lai's case) to express their concern for the future of Chinese culture. In terms of cultural exchange, Teahouse's Taiwan tour was as significant as its European tour. The first tour introduced Chinese drama to a culturally different Europe; the second tour enabled Chinese people on both sides of the Taiwan Strait to share their common cultural heritage despite their different political systems.
Emergence of New Critical Opinions
In addition to Lin Zhaohua's new Teahouse, new literary interpretations have appeared in recent years questioning if the theme of this play is really "to bury the three old periods." Li Runxin points out that all the other plays Lao She wrote after his return in 1949 and up to 1957 were about contemporary affairs and argues the historical theme of Teahouse is his way of responding to the Anti-Rightist Campaign. 24 In other words, Lao She's theme is historical, but his concern is about the current situation.
Zhou Guangfan felt that far from wanting to bury the past, Lao She was, really presenting a private narrative of a "Manchu who had lost his spiritual home (Zhou 2005: 38-44) . Zhang Hongtu (2007: 424-432) and Guan Jixin (2007: 35-55) agree with Zhou that the play is a reflection on the tragedies that befell the Manchus and their culture.
Such new interpretations overturned the officially sanctioned interpretation of "denouncing the evil old society and praising the new society," but refrained from linking this play with the conditions in the new society except via individual political events, such as the Anti-Rightist Campaign or the Cultural Revolution (as Hu Jieqing's comment on the 1979 show indicates). These critical stances might offer new staging possibilities for the play, and they deserve to be tried. That the sensitive subject of minority experience can be openly discussed by literary critics shows a loosening of political control and provides a production angle that could reveal different aspects of the script if staged.
Conclusion
During Teahouse's fifty years on the Chinese stage, its fortunes have fluctuated with the government's policies of relaxation and control of literature and art. In its half-century existence, it has weathered the political storms and withstood the test of time. Its status as a modern Chinese classic is beyond dispute. Three factors made it a model of Chinese realistic drama: Lao She's memorable characters, Jiao Juyin's creative adaptation of the Stanislavski system, and the talented actors trained by the Beijing People's Art Theater. However, up to now there have been only two real productions of this play, that of Jiao Juyin (1958 Juyin ( , 1963 Juyin ( , and the 1979 Juyin ( -1992 and that of Lin Zhaohua (1999 Zhaohua ( -2004 , and no company has performed it besides Beijing People's Art Theater. The strong "Beijing flavor" of Teahouse and the impeccable Beijing dialect required of its actors as well as the large cast make companies from other cities or with smaller budgets reluctant to stage it. But a classic needs to be continuously mounted and reinterpreted to be relevant. Lin Zhaohua's production was a worthy attempt to break the old mold: Lin predicted that in the future, the strange phenomenon of drama and theater being dominated by one school or system will not appear again (Beijing Renyi 2000: 7) .
The new critical interpretations show a shifting of the focus from politics to culture. They open a new avenue for the mounting of this play, exploring how Lao She critiqued Manchu character and mourned the disappearance of Manchu culture. In Teahouse, he created a courageous Master Chang, but also a self-pitying Master Song and the other such bannermen who care only about their government subsidies. Despite "Beijing flavor" in Lao She's works, he was also critical of the lethargic lifestyle that characterized old Beijing and its Manchu inhabitants.
Lao She's ambiguous attitude toward his ethnicity can also be seen in his relationship with politics. He returned to China after 1949 with high hopes of participating in the building of a new socialist China, but became disillusioned by the endless political movements. Like his teahouse proprietor, he tried to keep up with the changing times but was unwilling to surrender his artistic integrity completely. His plea for writers' freedom, his criticism of the literary policy that excluded tragedy, and his refusals to revise Teahouse, perhaps even at the suggestion of Premier Zhou Enlai, all testify to his attempt to assert the autonomy of literature against stringent political control. Perhaps Lao She's most important legacy remains his insistence that a work of literature may be a weapon of political propaganda, but it must be real literature. Economic reforms during the past thirty years have brought fundamental changes. The power of politics to control the production of literature and art has diminished. As China becomes more democratic, a new relationship between politics and theatre forms, and in this formation Lao She's Teahouse demands its place on a contemporary Chinese stage. NOTES 1. For a study of the Chinese reactions to the Soviet Congress and the subsequent launching of the Hundred Flowers Movement, see MacFarquhar (1974: 39-56) .
2. In an inner-Party directive, Mao stated that "by launching the rectification of our own accord, we have purposely invited a possible 'Hungarian incident' and broken it down into many small 'Hungarian incidents' staged in various organizations and colleges and dealt with individually." See Mao (1977: 450) .
3. For a study of the developments during the Hundred Flowers Movement, see Goldman (1967: 158-202) . For samples of the literary works produced during this period, see Nieh (1981) .
4. All translations in this article are mine unless noted. 5. This storyteller specializes in shulaibao, reciting doggerel verse to the accompaniment of clappers. Lao She was fond of this folk performance and made a shulaibao storyteller the central character in his play Dragon Beard Ditch.
6. This reform movement represented the efforts of the Chinese scholar-official class to make China a constitutional monarchy and a modern nation. Kang Youwei and Liang Qichao, the leaders, gained the support of Emperor Guangxu, and for about one hundred days (hence the name) many reform edicts were issued. Empress Dowager Cixi, the real power behind the throne, staged a coup that quickly put an end to this movement. The emperor was imprisoned in his own palace and the edicts were rescinded. Six prominent reformers, including Tan Sitong, were executed, but Kang and Liang escaped abroad.
7. The Columbia Anthology of Modern Chinese Drama (Chen 2010 : 558) contains a complete translation by Ying Ruocheng and Claire Conceison of Teahouse, and it is the source of quotations as cited, in hopes this helps Anglophone readers who use that text. Occasionally, I use my own translations instead to highlight some special features of the play.
8. I am using the modern expression "iron rice bowl" to represent "iron-stemmed sorghum" in the original. 
